Ba Caravan-e Soukhteh: Death of the Dramatic Signs on the Stage by Arjomandi, N. (Nastaran )
International Journal of Linguistics, Literature and Translation (IJLLT) 
ISSN: 2617-0299 
www.ijllt.org 
 
 
Ba Caravan-e Soukhteh: Death of the Dramatic Signs on the Stage 
Nastaran Arjomandi 
MA Graduate, Faculty of Persian Literature and Foreign Languages, Allameh Tabataba’i University, Tehran, Iran 
Corresponding Author: Nastaran Arjomandi, E-mail: arjomandi.nastaran@gmail.com 
 
ARTICLE INFO ABSTRACT 
 
Received: December 20, 2018 
Accepted: January 02, 2018 
Published: January 31, 2019 
Volume:2 
Issue: 1 
DOI: 10.32996/ijllt.2019.2.1.15 
 
Reviewing intralingual and intersemiotic translation carried out onto the stage 
from the perspective of Peirce’s interpretive semiotics, in light of Roland 
Barthes’ The Death of the Author, introduced initially in 1967, the current 
paper explored death of the dramatic signs of the Persian drama text هتخوسناوراکاب 
(شوغآردیبلق،تخل،هنهرباپ )/Ba Caravan-e Soukhteh (Pa berahne, Lokht, Ghalbi dar 
Aghoush), a self-translation by Alireza Koushk Jalali (2009) through its 
performed drama titled هتخوسناوراکاب/Ba Caravan-e Soukhteh (2017) directed and 
played by Seyed Hamid Sajadi. Observing the performed drama, the key 
interrelated verbal and non-verbal signs which were highlighted throughout the 
drama text were kept in view to see whether and how these interdependent and 
cooperative signs were resurrected passing their path onto the stage. What 
achieved was that prior to multiple interpretation of the story through the 
medium of translation/performance, to be born, the spectator ought to be truly 
confronted with the (verbal, acoustic and/or visual) rebirth of the vital 
cooperative theatrical signs on the stage. 
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1- INTRODUCTION 
 Following Barthes, a text is a combination of 
multiple writings with various indiscernible voices or 
no specific origin which can only be collected and 
united in the one and only place: the reader (1977a, 
pp. 142-148). However, as far as 
translation/performance, a prototype or a preceding 
leading interpretation holding the same text title, is 
concerned, it can be seen as a fallacy to substitute the 
emperor reader/spectator for the emperor author since 
the birth of the target audience relies upon the 
translated text and is woven with the rebirth of the 
guiding textual signs engaged in the language of that 
writing. To put it differently, what will happen if the 
interactive and correlated textual signs out of which 
the reader/spectator is born, die through(out) the 
translated/performed text? What if the removal of 
author be followed by the removal of textual signs 
s/he provided? Does the birth of the 
translated/performed text guarantee the birth of the 
target audience? Will the audience be truly born or 
trapped in limbo?   
 
The considered questions can be followed through 
semiotics which includes all forms of formation and 
exchange of meaning based on signs (Johansen & 
Larsen 2002, p. 3). Synonymous with logic in its 
general sense, semiotic is “the quasi-necessary, or 
formal, doctrine of sign,” according to which the 
characters of sign are processed through abstractive 
observation, a known experience or faculty for every 
ordinary individual to “wish for something quite 
beyond his present means and to follow that wish by 
the question, should I wish for that thing just the 
same, if I had ample means to gratify it?” (Perice, 
1955a, p. 98). Accordingly, isn’t the translator’s area 
more confined or concretized compared to the 
author’s abstractive observation? Isn’t the translator’s 
angle of view narrower while his/her extent of 
responsibility wider?  
 
In his semiosis/interpretive semiotics, Peirce 
classifies sign, the meaning container, based on its 
function, into three types: icon, index, and symbol. 
The sign is an icon when it is likeness or resembles 
the thing it imitates; an index when displaying 
something to which it physically connect, or a 
symbol if associated with its general meaning by 
usage (Peirce, 1894/1998, p. 5). Furthermore, among 
his various sign typologies, Peirce defines a 
contemplative triadic model in which three 
interdependent signs function cooperatively: 
representamen, object and interpretant. A 
sign/representamen is an entity which stands for 
something/object, however it does not represent the 
object in all respects, but in relation with an idea 
called the ground (in a Platonic sense, ground is the 
same idea with a like content recalling by individuals 
in everyday talk). Along with representamen, the 
object triggers the relevant idea or meaning to an 
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individual in some respect or capacity by creating an 
equivalent or a more developed sign in his/her mind 
termed interpretant (Peirce, 1931, p. 285-339; Peirce, 
1955a, p. 99). As Merrell (2001, pp. 29-30) 
oversimplifies, relying upon the circumstance, 
mysteriously, each of these three sign components 
can become any of the other two. In other words, 
“Signs become other signs, which in turn give way to 
more signs, and the stream flows on.” Hence, any 
physical form imagined or represented through a 
concrete medium to stand for a referent such as an 
object, feeling or event, or for a referential domain as 
a category of similar or relevant objects, events, 
feelings, etc. can be considered as a sign (Sebeok, 
2001, p. 3), which apart from representing something, 
can and must be interpreted (Eco, 1984, p. 36) 
through semiotics which pays a crucial attention on 
what messages mean, and how they create meaning 
(Danesi, 2000, p. 59). Considering these statements, 
interdependently, both the death and the (re)birth of 
the interpretant in the mind of the target audience is 
affected by those of representamens (icon, index, and 
symbol) and objects through the mediated 
translation/performance. 
 
In the context of drama and theatre, the concept of 
sign is both elaborate and flexible as it co-exists with 
other signs to collectively shape the story and depict 
the play atmosphere on the stage though at any 
moment of performance can as well be substituted for 
other signs (Ubersfeld, 1999, p. 15). Hence, through 
semiotics, in stage, signs or the transformed objects 
and bodies gain special features and formulate the 
meaning they lack in the real life context (Pavis, 
1982, p. 169). Overall, it can be claimed that by 
nature or due to ideological reasons, loss or removal 
of theatrical signs is at work as far as 
translation/performance is concerned; however, not 
through arbitrariness but the amalgam of sincerity 
and creativity, the read signs are to be reborn to 
(re)narrate the story to the audience through 
translation which in a single language is of two types: 
the first is the intralingual translation/rewording 
defined as “an interpretation of verbal signs by means 
of other signs of the same language,” and the latter is 
intersemiotic translation/transmutation as “an 
interpretation of verbal signs by means of signs of 
nonverbal sign systems” (Jakobson, 1959, p. 233). In 
theatrical productions, intersemiotic translation is the 
capacity of conceiving and rendering the stage signs 
inscribed in the dramatic language conveying 
attitudes, expressions, gestures and postures 
(Serpieri, 2013, p. 55). 
 
2- THEORETICAL FRAMEWORK 
In view of Barthes’ semiotic concepts described in 
his The Death of the Author and in line with Peirce’s 
interpretive semiotics, the present paper explored the 
death and rebirth (if existed) of the key and the 
highlighted interconnected textual signs throughout 
the drama performed within a single language 
(Persian). The birth of the audience was as well 
explored studying the intralingual and intersemiotic 
translation carried out since general audience 
construe the drama story in his/her eye based on the 
translated/performed drama observed. 
 
3- CORPUS  
The Persian drama text یبلق ،تخل ،هنهرباپ( هتخوس ناوراک اب
شوغآ رد)/Ba Caravan-e Soukhteh (Pa berahne, Lokht, 
Ghalbi dar Aghoush) (2009), a self-translation 
initially written in German, by Alireza Koush Jalali, 
as well as one of its (audio-visual) 
translated/performed drama in the same language 
(Persian) titled هتخوس ناوراک اب/Ba Caravan-e Soukhteh 
(2017) directed and played by Seyed Hamid Sajadi 
were selected and studied as the research corpus. The 
selected performance has been considered successful 
with particular praises and awards for stage 
decoration, direction and acting. 
 
The Drama Text/Writing  
As the title implicitly depicts, the racial crime of an 
arson attack to a Turkish Muslim home during an 
Easter Eve in Germany acted as an index for Ba 
Caravan-e Soukhteh (Pa berahne, Lokht, Ghalbi dar 
Aghoush) to take shape after a year. As one among 
many onlookers, the playwright Koushk jalali put on 
the writing clothes and started the journey of 
concretizing various complementary signs 
encountered (for instance, ash, soap, water, fire, 
match, and his wife as an angel), which, along with 
their interconnected sign components were iterated 
throughout the drama text to eventually highlight the 
value of the overall story atmosphere through 
(multiple) interpretants. Carrying other victim’s 
voices and identities (his (dead) wife, his daughter 
Maryam, his (dead) son Bülent, his neighbor the old 
woman, etc.), Ali, the Turkish Muslim worker who is 
living in Germany and whose family/home was set 
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on fire by some young German racists, is the only 
spoken character on stage delivering his monologues 
inside which lots of tacit dialogues are heard; Ali 
does not speak German fluently‒ he delivers short 
sentences in segregated lines ended with full stops; 
some acting as implicit stage directions. The stage 
described is divided into three parts: the left side is 
red with a cross shaped window decorated with 
bunch of roses evoking the old woman’s face; the 
center is white at which is a table; under the table is a 
suitcase and a wheelchair, and the right side of the 
stage is blue (Koushk Jalali, 2009, pp. 9-24). But 
could these very dramatic signs (simultaneously 
evoking racism and unity) be creatively survived 
through the translated/performed drama? The 
semiotics or cycle of death and (re)birth is so 
complicated that the present paper considered the 
drama text by Koushk Jalili as the benchmark 
concretized and more confined.  
 
On the Stage 
In the performed Ba Caravan-e Soukhteh, almost all 
the speeches delivered were the same as those in the 
drama text though various words were removed along 
with the removal of various scenes included in the 
four parts of the drama. The objective of the present 
paper was not to consider the omission of every sign 
or scene of the drama text through its performance as 
death of signs since it is almost inconceivable to 
compensate for every dramatic sign or to kill the 
potential creativity of the stage or even that of the 
drama text itself through likeliness. Furthermore, the 
paper attempted not to label the text performed as 
good or bad nor to classify or interpret the 
determined lost signs since the aim was not to kill the 
audience along with his/her taste or (multiple) 
interpretant. But, as obvious, it was essential to 
explore the textual signs created the drama text story 
along with their renarration and translation through 
the considered performance to identify the key 
cooperative dramatic signs lost or at least not iterated 
on stage regardless of the reasons or agents at work. 
Thus, the interrelated verbal and non-verbal signs 
removed between monologues/speeches or stage 
directions were brought to surface to facilitate the 
birth of the readership/audience.  
 
Analyzing the performed Ba Caravan-e Soukhteh in 
view of its drama text, as mentioned previously, 
various interconnected key dramatic (verbal and non-
verbal) signs were removed or at least not iterated 
throughout the performed text, resulting in 
incompletion or loss of cooperative interaction 
between the three representamen, object and 
interpretant sign components. According to the drama 
text, each central character or event is being 
remembered or described through Ali’s monologues 
or stage directions accompanied with particular signs: 
the old woman with fragrant white roses, Christmas 
and snow, Ali (who appears on stage with a second 
name Karam) with garlic; Bülent, Ali’s son, the 
victim of the arson attack with ashes, cleanliness, and 
the white handkerchief; Hassan, his other son who 
survived the arson attack (in the performance, the 
name Nosrat was substituted for Hassan) with filthy 
doll, soap, tub and washing, and finally the arson 
attack, the young boys who set the fire, and the 
racism with Dracula. The mutual connection between 
the considered signs and thus to the whole drama 
atmosphere (through iteration) was cut out or entirely 
lost on stage. Furthermore, the followings are 
instances of some key cooperative ((audio)visual 
or/and olfactory) signs assigned to or shared among 
more than one character or event, and thus to the 
whole drama atmosphere which were removed or at 
least not iterated throughout the performed drama:  
 
- the wheelchair correlating with both the old woman 
and Ali 
 
- رات/the tar (an Iranian musical instrument played in 
Iran and some other Middle Eastern countries, such 
as Turkey) correlating with Bülent, Ali, Gottfried 
(Ali’s friend and coworker) and the old woman, etc.   
 
- the bad smell correlating with the arson attack, 
those who set the fire on Ali’s home, Ali who is a 
dustman, the Germany’s streets, the dog waste, 
diarrhea in Hassan, and Ali’s wife who smells like 
onion and food (while the German old woman smells 
like roses) (the mutual connection between the bad 
smell and its interdependence with the opposing good 
smell (of roses and perfume) was missed throughout 
the stage).  
 
- the color, for instance, correlation of white with 
snow, the center of the stage, the old woman, 
washing and cleanliness, and with the other two 
major complementary stage colors: red and blue).  
 
Observing the performed drama, in the top left corner 
of the stage with the black background is a cross 
shaped window with a lamp behind. Standing next to 
the window, Ali delivers his monologues 
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remembering the old woman whose three children 
left her lonely and come to her merely during the 
Christmas time: “The old woman loves Christmas”, 
then the stage is blackened and the guitar solo played 
to signal the scene is over. However, in the drama 
text Ali mentions that “the old woman loves snow” 
while going to the white side of the stage (p. 29). 
Subsequently, on stage, the following interrelated 
words were as well faded away along with the 
removal of snow:  
 
After the affection of the Christmas. 
The New Year fireworks start. 
Always. 
… 
Next week Christmas. 
Again snow (pp. 33-48) (My translation).  
 
Reviewing the final parts of the drama text, among 
Ali’s speeches, it becomes clear that the old woman’s 
happiness during the Christmas was fictitious for her 
children have had an eye on her heritage (p. 129). 
 
Although it was mentioned in the performance, the 
bond between the signs correlated were cut since in 
line with the removal of snow, with which Christmas 
was substituted, the following climatic signs 
illustrating characters’ mood along with the overall 
drama atmosphere were totally vanished between 
Ali’s words with their rebirth or resurrection 
observed neither through verbal words nor non-
verbal language of the stage setting: constant rain in 
Germany, where winters enters summers, where are 
clouds with no sun, fruits with no taste, flowers with 
no smell, but where there was no raining as Ali’s 
wife and home were burning (pp. 132-133). Thus, 
such a dramatic infectious atmosphere in which 
almost all major characters are involved clashing 
with a similar discrimination inside themselves, their 
family or society was lost throughout the performed 
drama: For instance, Ali’s remembering the old 
woman crying: “Children children. Why you left me 
lonely,” while mentioning “how cruel her children 
are for they hurt her in such a way” (p. 49). 
Therefore, the mutual connection and that great sense 
of empathy between Ali and the old woman suffering 
similar cruelty were iterated neither through verbal 
nor non-verbal sign components. On another scene 
(p. 51) where Ali is remembering his family and him 
going to the lonely old woman to share their time and 
food with her as a mark of respect, the old woman 
gets happy being aware that it was Ali (with his 
family) knocking on her door. Laughing loudly 
(pronouncing Ali as Eli) she comes: “Eli! Eli! You 
truly came here. My Savior Eli! Eli!” Although in the 
footnote related, Koushk Jalali explained the sentence 
is attributed to Jesus Christ’s expression during his 
crucifixion, what delivered on the stage was the word 
زیزع/dear substituted for یجان/savior (the word 
“یجان/savoir” contributes to the arson attack, Ali and 
his family, the old woman, the German dog which 
became Hassan/Nosrat’s best friend, etc.). 
 
As mentioned previously, among other signs neither 
remembered between monologues nor observed 
through the stage decoration was the wheelchair (a 
mutual connection between major characters, 
particularly Ali and the old woman). Sitting in the 
wheelchair, Ali is remembering the arson attack 
along with his describing the old woman’s dramatic 
circumstance for she is the eyewitness of the crime:  
 
The furious young children. 
Quickly through the window climbing into the old 
woman’s home.  
calling the old woman: 
Bastard bitch. 
Destroying all things. 
Destroying all roses. 
… 
The young children tie the old woman’s hands. 
Fasten her to the chair. 
Tightly 
And pushing the chair into the window. 
… 
Then the young children jumping out. 
Of the old woman’s window. 
And throwing drinks in my home. 
The old woman sees fire. 
But she cannot do anything (pp. 112-115).  
 
The interactive cooperation between interdependent 
opposing signs conveying racism and unity existing 
in almost all the major characters were not 
highlighted or conveyed to the audience. For 
instance, Bülent, killed in the arson attack, was not 
described or depicted cleaned up in ashes kept in a 
white handkerchief in Ali’s pocket. The constant 
action of Ali’s touching ashes blackening his hands 
while laughing loudly going to the red side of the 
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stage were omitted (p. 45-46). In addition, on stage, 
Bülent was not described in accompaniment with the 
tar; in line with the omission of tar, Ali’s (p. 68) 
action of taking out the half burned tar in Gottfried’s 
birthday while singing a song or his playing tar with 
which the scene ends (the music of solo guitar was 
substituted for Ali’s playing tar) were lost. The same 
with Ali’s supposed subsequent words and actions: 
 
Half of the tar was burned. 
All of Bülent was burned.  
He touches Bülent’s ashes. 
It stinks…it stinks in here… (p. 79). 
The following words are the rest correlated instances 
which were reborn neither verbally nor non-verbally 
during the performed drama: 
The home is still burning.  
Burned to the ground. 
No fire. 
I go home. 
I find my Bülent.  
Gottfried finds the tar. 
Beneath the table.   
Bülent is here. 
Totally vanished. 
All ashes. 
I gathered him.  
In handkerchief. 
 
Here he is.  
He is going to the white side touching ashes  
… pouring the ashes on the tar (p. 99-100). 
 
What about the source of the mysterious bad smell 
iterated throughout the drama text with which Ali 
himself deals? Although suffering the bad smell, he 
likes garlic. He repeatedly mentions that he has garlic 
breath or that he keeps garlic with himself with which 
he can get rid of Draculas: 
Garlic garlic garlic garlic darling. 
Garlic garlic garlic garlic darling.  
Anti-Dracula garlic. 
Garlic darling. Anti-Draclula. 
It stinks…It stinks in here… (p. 89).  
 
I need a fridge for a cat will eat my food… 
Without the fridge everything is stinky (p. 36). 
 
Gottfried! 
What are you doing here? 
You must clean up the mess. 
Streets are full of trash. 
Only Dracula. 
A hundred  Draculas. 
A thousand Draculas. 
Thousands of Draculas (p. 93).  
 
Hence, Ali’s standing position in a combat zone 
fighting against dirt and trash as a dustman was not 
highlighted throughout the performed Ba Caravan-e 
Soukhteh. Apart from that, the connection 
(comparison and contrast) between Ali’s two sons 
Bülent who is now cleaned up and Hassan who 
survived the arson attack and is always dark and dirty 
(p. 38) was not noticed via the dramatic signs used. 
Accordingly, on the stage, Ali does not constantly 
wash the doll, Hassan’s symbol, looking at it 
checking it out saying it is not yet white or clean and 
that little Draculas appear. He does not deliver the 
words that Bülent is there, around him, while 
touching ashes and blackening his hands saying “It 
stinks…It stinks in here…;” he does not go to the 
blue side of the stage.  
 
The followings are the other relevant speeches and 
stage directions disappeared into death with no 
compensation observed in the clothes of rebirth on 
stage: 
 
I need soap. 
Wash the baby. 
From the suitcase he takes out a black doll‒Hassan‒a 
bar of soap and a watering can. 
 
I fear for Hassan. 
Hassan has to be clean. 
He is washing the doll in the tub 
Not yet clean (pp. 34-35). 
… 
Hassan has diarrhea. 
Filthy.  
It stinks…it stinks in here… 
He perfumes the atmosphere (37-38). 
 
The instances of omission of such key correlated and 
cooperative dramatic signs do not stop there. The 
second scene of the fourth/last part of the drama text 
titled ساوسو/Obsession could not retrieved on stage. 
Ali’s spray painting the doll, calling it Hassan while 
delivering his monologue that now Hassan is with a 
new hair color, blond and that blond is not hazardous; 
black hair is while maintaining spray painting by 
changing the skin color of the doll followed by his 
unconscious move towards the white side at the 
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center of the stage were quite lost. In the same scene, 
Ali’s monologues that he is taken to bedlam for he is 
supposed to put Hassan in danger by washing him ten 
hours every day (p. 120-121) were not found their 
way on to the stage. Its forthcoming scene titled 
ناتسرامیت/Bedlam in which Ali is told by the doctor to 
do drawing/painting for he needs painting therapy 
was as well lost along with his presumed words:  
 
The sun goes behind the earth.  
Everything turns black.  
Totally black (p. 124-125).  
 
Eventually, the performed drama removed almost 
entirely what signs had been written in the final 
scenes of the fourth/last part. In the sixth scene titled 
قشع غاب/Love Garden, it is close to Ali’s daughter, 
Maryam’s wedding being remembered marrying 
Gottfried:  
The old woman on the wedding invitations writes. 
All guests bring us flowers please.  
White rose. 
In garden lots of white roses. 
Pretty roses.  
Afternoon lots of clouds in sky. 
Damn. 
We cannot hold a proper feast.  
All depressed. 
Suddenly I see my wife. 
In sky.  
With two giant ladles in hands. 
I suppose my wife always cooking.   
… 
But my wife is sweeping up the clouds. 
With ladles. 
Clouds run away. 
Sun released.  
All guests cheerful. 
I thank my wife.  
My wife laughs. 
And again lost. 
In sky.  
He sits in the wheelchair and moves around the stage 
(pp. 134-135). 
 
And in the seventh/last scene titled نشج/Feast, the 
mayor with whom Ali liked neither to take photo nor 
be friend unless garlic is with Ali (p. 105), happily 
swings holding Fatemeh, Ali’s daughter, in his arms 
while taking lots of photos for newspapers (p. 138). 
The following last words with which the drama text 
ends are as follows: 
 
And I guess. 
The old woman is not that old. 
And she smells. 
Smells good. 
And if we were together. 
Maybe she again healthy. 
And no more crippled  
So healthy. 
And grows young.  
And healthy.  
And me no more lonely. 
Desiring to learn. 
The developed German language.  
And with a world. 
Of desire. 
About the old woman. 
I think. 
And with a burned caravan. 
I remember. 
A caravanserai. 
In a rainy desert (139).  
Either delivering the above words or depicting them 
on stage, the performed drama ends with Ali’s 
saying:  
The old woman is not dead yet. 
No heritage. 
Yeah. 
 
4- CONCLUSION 
The death of each of the three key (textual) sign 
components (representamen, object, and interpretant) 
along with the overall bond between them 
through(out) the translation/performance results in 
the death of the total interpretant and thus of the 
audience. In line with the scripter/playwright, 
through the amalgam of sincerity and creativity, the 
translator/theatre director ought to engage in such 
similar “pure gesture of inscription” by cutting of 
his/her hand from any voice if “the reader (audience) 
is the space on which all the quotations that make up 
a writing (text) are inscribed without any of them 
being lost” (Barthes, 1977a, p. 148). To put it 
differently, to provide the audience with the overall 
writing atmosphere through the medium of 
translation/performance, the considered three 
interactive (textual) sign components that perform 
and reborn cooperatively have to be reborn and 
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remembered on stage to guarantee the birth of the 
audience. As Merrell (2001, 29-30) illustrates, all 
part of one operation, the three sign components 
(representamen, (semiotic) object and interpretant) 
enter into interrelated interdependency ; each of them 
can mediate, bring, evoke or become any of the other 
two components, aiding the audience in 
drawing/creating his/her (multiple) interpretant. 
Hence, death/rebirth of one is followed by that of the 
other two components. If each are not reborn, at least 
the total bond between them which itself is made of 
interdependent multiple (similar and opposing) sign 
components will be cut. To sum up, if “writing is that 
neutral, composite, oblique space” where all identity 
is lost and where it is only the language that 
“performs” or the “subject” that restore the place of 
reader (Barthes, 1977a, 142-145), isn’t it the 
translation/performance of the text which should 
restore (as much as possible) the place of the key 
interdependent and cooperative dramatic signs 
activating the successful birth of (target) audience 
through (re)birth of the total interpretant in mind of 
the audience?  
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